KLAUS FISCHER 


RSYASRNGA IN THE NARRATIVE ART OF JAINA STUPAS 
AT KANKALI-TILA 


KAMA AND TAPAS IN JAINA SCULPTURE: 
PATRONS, ARTISTS, WORSHIPPERS 


Narrative legends on stone reliefs in early Indian art from Bharhut!, 
Safici? or Gandhara? can be easily viewed on the spot or after con- 
tinuous series in museum buildings. In the case of Sunga and Kus&na 
sculpture from Mathura, however, we have to piece together ancient 
fables mainly from the exhibits in the Indian Museum, Calcutta, and in 
the museum halls and store rooms, at Lucknow and Mathura’. The 
find spots on our archaeological map * are constantly being enriched 6 
by yearly acquisitions’ leading to new topographical information®. A 
preliminary survey on old sites of Mathura includes Jaina, Buddhist and 
Brahmanical sites’, It is accomplished by systematic excavations, for 
example at Sonkh” or by fortuitous finds near the Caurasi temple". 


1. A. CUNNINGHAM, The stiipa of Bharhut, London, 1879 (repr. Varanasi, 1962). 

2. J. MarsHat, & A. Foucuer, The monuments of Sanchi, Calcutta, 1940. 

3. H. IncHoLt, Gandhdran art in Pakistan, New York, 1957. J. MarsHau., The 
Buddhist art of Gandhdra, Cambridge, 1960. H.Cu. ACKERMANN, Narrative stone 
reliefs from Gandhdra in the Victoria & Albert Museum in London, Rome, 1975. 
F. Seprat, The Buddha story in Peshawar Museum, Peshawar, 1978. 

4. H. Harte. & J. Ausoyer, Indien und Siidost-Asien, Berlin, 1971, p. 57. Jaina 
Art and Architecture, New Delhi, I, 1974, p. 55. 

5. J.-PH. VoceL, La sculpture de Mathurd, Bruxelles, 1930, p. 16. 

6. V.S. AcrawaLa, A catalogue of the Brahmanical images in Mathurd art, 
Lucknow, 1951. Ip., Mathura Museum Catalogue, part III, «Jaina Tirthankaras » 
(Lucknow, 1952). 

7. Annual Report on the Working of the Archaeological Museum Mathura, for 
the year ending 31 March 1949, Allahabad, 1951. 

8. H. Liers, Mathura inscriptions, unpublished papers ed. by K. Janert, Gét- 
tingen, 1961, map 3. 

9. N.P. Josui, Mathura sculptures, Mathura, 1966, pp. 75-8. 

10. Ltpers, op. cit., map 3. Jost, op. cit., p. 76, nr. 18. H. Harter, Die Grabung 
am Hiigel von Sonkh - Schlu®bericht, in « Jahrbuch PreuSischer Kulturbesitz », XII 
(1974-75). 

11. Livers, op. cit., map 2. K. Fiscuer, Hidden symbolism in stiipa railing reliefs: 
Coincidentia Oppositorum of Mara and Kama, in « The Stipa: its religious, histo- 
tical and architectural significance » (Wiesbaden, 1980), pl. V/1. 

















228 Klaus Fischer 


The edifices of these ancient Indian religious communities were embel- 
lished by sculptures without religion-wise difference *%. Nearly life-size 
Yaksis (fertility goddesses) and miniature-like mithunas (erotic couples), 
for instance, derive from age-old popular, pre-Jaina, pre-Buddhist and 
pre-Hindu tales and dramatic scenes of auspicious symbolism 4. These 
folk-songs were orally transmitted and served sometimes as inspiration 
for sculptors; their reliefs could become a source for later literary tra- 
ditions 4;-Propitious~-sculptures, including-mithunas, were-a-part-of-a- 
religious building 5, and whilst these works of erotic art may have been 
enjoyed by visitors of this sanctuary, they constituted a part of its 
religious iconology and conveyed the same moral message as the figures 
of an ascetic Jina Tirthankara, Bodhisattva or Buddha or a god of the 
Hindu Pantheon did. Such considerations may help us to interpret a 
relief from Kankali-Tila (plate), nowadays at Lucknow, which, to my 
knowledge, has not yet been explained in all details. I am thankful 
for comments to Proff. van Lohuizen-de Leeuw, v. Mitterwallner, Bechert, 
Bollée, Bruhn, Filliozat and Roth during the preparation of this paper, 
the discussion at Strasbourg and the subsequent final redaction. 

A torana-pillar was carved on both sides, divided originally in three 
compartments, one above the other, separated by railings and caitya- 
arches 7, Only the upper two compartments are left; Persepolitan pila- 
sters frame ever two scenes on the front and back elevations. On top 
of the relief in the upper compartment of the back elevation a Brahmi 
inscription ® reads: 


1. Nama aharitinam (!) Sramana Sravikdaye. 

2. <Ba> lahastiniye toranam pratista[ pi](tam). 
3. “saha mata pitihi saha. 

4. sasrii sasurena. 


« Adoration to the Arhats! A torana has been erected by order of 
Balahastini, a lay pupil of the ascetics, together with her parents, 
together with her mother-in-law and her father-in-law ». 
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Front Elevation 


Upper compartment: A standing pair in frontal view of a sturdy man 
and a slender lady to his left, clad in long dhoti, the woman bare- 
breasted according to the custom of the age”. The man in the shape 
of a Yaksa™, the female of a Yaksi# from Kusana times. Between the 


two figures the head of another person, probably a female servant. To . 


the right of the male figure a boy handing a vessel to the man, the latter 
offering with his right hand a cup to the lady”. Garlands between the 
standing couple. 


Lower compartment: A similar couple seated on a bench, the man 
with both hands lifted to the sides of his mouth, the woman resting 
her head on her left hand in a manner of looking pensively at her 
counterpart. In the background two female heads. 


Back Elevation 


Upper compartment: In the midst of a forest a nude young woman 
sitting astride in the bifurcation of a tree holding on her lap an ado- 
lescent with one leg on each side of her® and clad only with a turban 
pierced by a horn on his forehead *. 


Lower compartment: A princely clad figure turning towards left and 
lifting his left arm with elbow in level with his eyes. Smaller assistant 
figures to both sides. 

The first description of this pillar was supplied by V.A. Smith 
(note 16): «..each compartment contains the representation of a 
domestic scene... The attitude of the figures in the upper compartment 
of the back elevation of the inscribed pillar shown in plate XXVIII is 
indelicate. The principal figure in the lower compartment of the same 
pillar is evidently intended for a king or chief... ». Recently the general 
character of Kusana sculpture at Mathura was described in the intro- 
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duction to a compendium of Jaina art*: « ... Yaksis, ... apsarases... appear 
everywhere, singly or in mithunas, and nothing in the austere tenets 
and practices of any religion could prevent their appearance in place 
of worship... at Mathura in the remains and miniature representations 
of the Jaina stipas, they are present ubiquitously. Nude Yaksis attend 
on a sculptured stipa.. and are seen in lascivious poses on railing- 
posts... ». Our relief from Kankali-Tila (plate) is especially appreciated *: 


“« The subject-matter of the panels is mostly mundane, showing scenes ~~ 


of love, palace-life, drinking couple, man attending to the coiffure of 
a woman, woman decorating herself, dancing couple, and so on, but 
religious scenes depicting men and women carrying garlands and flowers 
are not entirely lacking... The treatment of these scenes is admirable. 
Untrammelled by religious conventions, the artist was at ease to display 
his skill in depicting men and women in various actions and in a wide 
variety of poses ». 


The scene in the upper compartment of the back elevation (plate) 
was twice represented in enlarged drawings after Smith: by Thomas as 
« Lata Veshtika (!) Embrace »” (with a confusion of the embracing 
persons — the figure with turban and horn displaying female breasts) 
and by Upadhyaya (with the correct anatomy) in a kind of frontispiece 
to the chapter « About courtesans » %. 


We shall now try to understand the meaning of the fragmentary 
pillar with its 2x2 relief-fields (plate) by comparing them with similar 
other sculptured pillars from Kusana-age Mathura. 


One type consists of the celebrated 4 railing pillars from Bhiitesar 
showing on the obverse from the bottom upwards a dwarfish vahana, 
a Yaksi and an amorous pair frequently in drinking scenes (see n. 22)”. 
“On the reverse we find scénes from well known légerids narrated” in 
3 subsequent episodes. None of the complete architectural pieces con- 
tains an inscription®. One pillar relates an event from the legendary 
biography of the Buddha = the pacification of the elephant Nalagiri*. 
We read from the bottom upwards: 1) The furious animal killing inhabi- 
tants of Rajagrha. 2) The tamed elephant kneeling in front of the Buddha. 
3) The Buddha and worshippers. Three reverse sides illustrate Jatakas 
from the top downwards. In the Valdhassa Jataka* we observe 1) the 
arrival of the merchants in the city of the ogresses, 2) the Bodhisattva 
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as a flying white horse trying to save the merchants, 3) in the upper 
half ogresses taking merchants on their laps and making love with 
them by adopting the active part, whilst in the lower half gigantic heads 
of the witches devour their victims. In the Sibi Jataka® the king 
1) protects the pigeon and talks to the hawk and 2) offers his own flesh 
to be weighed on a balance; 3) (heavily destroyed), probably salvation 
of the king by Indra. In the Rsyasrnga Jataka* follow 1) the arrival of 
the princess with the courtesans in a boat, 2) pretended penitence of the 
women with the innocent young Rsyasrmga with his horn piercing 
through the turban and 3) the seduction of the adolescent horned hermit 
to carnal love by a woman who stands astride on the earth and has 
taken him to her lap, whilst his legs hang down on her thighs. 

In one case from Caubara the obverse of a pillar seems to have been 
filled with a single figure recognized as Rsyasrnga in short dhoti, holding 
two fingers of the right hand in vismayahasta or vitarka-mudra at his 
chin and covered by a turban under which his horn protrudes >. On the 
reverse are again 3 panels %, In the uppermost a tree is surrounded by 
a railing and worshipped by an old and a young man offering garlands 
and lotus flowers. On the lower rim of this panel a Brahmi inscrip- 
tion 7 reads: 


abhyamt[a]r[o] pastha@yakasa Kathikasa dinam 
« The gift of Kathika, the servant in the royal harem ». 


The middle panel shows a seated man and another behind some 
indefinite object on which two birds are perched. The lower panel is 
nearly destroyed. I am unable to suggest whether the episodes should 
be read downwards or upwards. 


In another type of architectural decoration only one single side is 
chiselled with narrative scenes (or known to be chiselled according to 
available information). A pillar from a temple at Caurasi mound is 
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devided in 8 compartments *. In the lowermost appear a man and a boy 
carrying something on his head. The next 6 relief-fields show this man 
adoring in afijali-mudra a young woman. In the 8th = the uppermost 
panel this man and another worship in afijali-mudra the enthroned Bud- 
dha with his abhaya-mudra®. In comparison with AS’vaghosa’s Saunda- 
rananda“ and the representation of this legend in early Indian art“ 
we recognize the transition from canto IV to canto V of this poem, i.e. 
Nanda dallying with Sundari and Nanda-leaving-Sundart and-following 
the Buddha. 

The first part of this story, ie. the love play between Nanda and 
Sundari, found its place in 2 reliefs on one side of an architectural 
fragment from Gurgaon — in scenes which don’t allow to realize a 
chronological order in the legend . In the upper portion “ Nanda attends 
to the coiffure of Sundari who looks into a mirror in her right hand 
whilst an attendant figure. presents to her a tablet with a head-dress; 
in the compartment below“ the servant holds the mirror, Sundari is 
decorating herself with a necklace and Nanda carries the tablet with 
the head-ornament. 

Finally we know architectural pieces from railings with figural deco- 
rations of equally small size on both sides. Evidence of a Jaina sanctuary 
at Kankalt-Tila begins already during the Sunga dynasty®. In the mu- 
seum at Mathura is preserved the broken part of a corner railing pillar 
carved on two adjacent sides with amorous scenes. On one side* is 
shown a couple with badly damaged faces. The male has his right hand 
around the neck of the lady while with the left he is perhaps unloosing 
her girdle. On the other side“ the lady is rendered carrying the male 
on her lap. This man holds a pot in his left hand while his right hand 
is around the female’s neck. This love-scene between an active woman 
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and an unexperienced youth may have constituted the final act of a 
drama in 3 panels as known from Buddhist Bhiitesar and to be read 
from the top downwards to this sexual encounter of Rsyasrnga (see 
above, note 34, nr. 3). The fracture of the stone in the level of the heads 
prevents us from recognizing whether the boy was rendered with turban 
and horn. The torana pillar from Kusana-age Kankali-Tila (plate) belongs 
to this category of double-sided illustrated architecture (note 47) 
displaying the same erotic scene with a lady seducing a boy in her lap 
(note 34). 

From 4 scenes on this fragmentary pillar (plate) 3 show women and 
men in various stages of love-play. Among these 3 reliefs at least one 
can safely be interpreted on the basis of erotic iconography (note 23): 
a strong female initiating a less strong boy into the art and practice 
of sexual union. The sculptural remains from the Kusana-age in Buddhist 
Bhiitesar (note 34) and Jaina Kankali-Tila (plate) are so well presetved 
that they let us recognize a horn on the forehead of the boy who ‘was 
known as Rsyasrnga « the hermit with the horn ». His story belongs to 
the above-mentioned (note 13) pre-Jaina and pre-Buddhist folk-tales on 
auspicious symbolism probably deriving from dramatic scenes serving 
for the spell of rain-making. The heroes became known as a hermit and 
his deer-horned son: after Alambusd-Jataka (523) and Nalinika-lataka 
(526) the Bodhisattva and Isisinga, in later Hindu literature Vibhandaka 
and Rsyagriga « the rsi with the horn on the forehead ». The ascetic 
father has been induced by an apsaras to shed his sperma. A doe licked 
it up and gave birth to a boy with a horn. The father tried to bring up 
his son as an abstinent rsi in the solitude of the forest and without 
knowledge of the female sex. But, in order to free the country from 
dryness, the adolescent was, in correspondence with age-old Oriental 
rain-and-water-fertility-magic to be allured by the princess and her com- 
panions on a land-route or by a boat to the royal residence and to be 
seduced to carnal love “8. The princess and her companions (or, in other 
versions: courtezans led by an old and experienced prostitute) searched 
for Rsyagrniga and discovered him in the forest, in the hermitage of his 
father. They constructed by trees a floating hermitage on a boat and 
lured the innocent boy out of the wilderness to the artificial forest. On 
abduction followed seduction (plate), after the flow of the hermit’s 
semen followed the flow of the life-giving rain. According to various 
literary traditions Rsyasrnga can either be finally won to worldly life 
and stay together with the princess in the kingdom or return to ascetic 
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life into the forest “. As long as we lack inscriptions and literary docu- 
ments on the intentions of the patrons and artists (and on the intellectual 
reception of art works by the public) we have to leave open the question 
whether a mithuna group of this saint and a young woman on a Jaina 
stiipa conveyed an ascetic or erotic message. 

Indian erotology frequently refers to the woman taking the ruling 
part during the love-play ® and union in purusdayita*!, but an intercourse 





only rarely in Western? and Eastern ™ sexual compendia and Indian 
art 4, Mathura sculptors adopted it where the story requires the fact: 
when ogresses pretend love (note 32, nr. 3 = upper half) to males on 
their laps before devouring them, and when — according to the popular 
tradition or literary version — a princess or courtezan introduces 
Rsyagriga into the ways of love: on a Sunga Jaina relief (note 47), in 
Buddhist Bhiitesar (note 34) or in our Kusana sculpture (plate). The 
latter has an important artistic merit over the two other pieces: it 
describes vividly the scenery of the (true or imitated) forest where the 
seduction of the adolescent took place - who later on remembered 
longingly this event standing under or protected by a tree (note 35). 
In poetry (notes 48, 49) in the architectural decoration at Safici, in a 
schist-relief from Gandhara* and in a Kusana-period ivory from Be- 
gram’ the sylvan background of the hermitage with plants and animals 
round the hut of the old ascetic is lively pictured; at Kankali-Tila the 
anonymous artist has succeeded in placing the seduction-scene into the 
heart and charm of the Indian jungle. 

We do not know whether in this image (plate) were reflected the 
ancient Indian tree-symbolism * and especially its connection with the 
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Reinbek, 1978), p. 326, nr.; 107, 461-463; 352-357. 

53. ComFort, op. cit., p. 139, note 4. See also S. Lrenuarp, Ratirahasya, Schmiden, 
1960, pp. 96-7. 

54. UpapHyaya, op. cit., drawing after an Orissan temple, p. 223. K. Lat, The 
cult of desire, Delhi, 2. ed., 1968, pl. 64. G. Tucci, Rati-lild, Miinchen, 1969, upper 
photograph in folder of p. 89. 

55. ScHLIncLorr, Die Einhorn-..., cit., abb. 4. 

56. Ip., op. cit., abb. 3. 

57. Fiscuer, op. cit., bild 4. 

58. O. Viennot, Le culte de l’arbre dans l’Inde ancienne, Paris, 1954. 
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woman” or the idea of a tree as support and shelter for loving part- 
ners © as it is attested by early sculptures ®™ and later miniatures “, for 
example, of the Gitagovinda®. Perhaps the Kusana artist was familiar 
with the erotic performance of vrksadhiriidhaka « climbing a tree »@ 
as other stone-cutters depicted it®, or with latavestitaka, the sweet 
«embrace of the creeper » ® by which our plate has been described 
(notes 27, 28). 


One may finally consider whether the relief (plate) indicates a firm 
and fixed place in the midst of the jungle with the Bodhisattva’s or 
Vibhandaka’s hermitage (notes 48, 49), or whether the erotic encounter 
in the bifurcation of a tree takes place on a « floating hermitage » — a 
kind of raft camouflaged by arbors and leaves as it is already rendered 
in early Indian art &. About one millennium later the journey of the royal 
party on a boat to the forest of the ascetic father and his son and 
back to the residenec played a prominent role in the Bengali version 
of the R@mdadyana with the Rsyagrnga-story ® and its illustration in con- 
temporary terracottas ®. Subsequently. North Indian painters seem to 
have enjoyed themselves when describing in detail the hermitage amidst 
trees with the rsi looking towards the courtezans from behind the trees, 
or rendering the artificial forest on the « floating hermitage» ” offering 
an adequate home to the young hermit who is sometimes still to be 
seen on solid ground under a protective tree”. 


At the present state of my knowledge I do not know how or whether 
to combine the Rsyagriga-scene with the panel below it (plate). I can 
only repeat the observation by Smith (after note 16) that we see a prince 


59. G. Roru, The woman and tree motif, in JASB(L), 23 (1957). 

60. Comrort, op. cit., p. 139: «When a couple stand up, leaning for support 
against a wall, a pillar or a tree (sthita-standing-positions) there are four modes of 
proceeding... ». WECK-ERLEN, op. cit., p. 403, nr. 233 « Pfeiler ». 

61. UpapHyaya, op. cit., pl. XXXI. Frscuer, op. cit., bilder 37, 59, 62, 63 right. 
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or chief. The attitude of the central figure may be compared with that 
of royal persons on Andhra-reliefs ” lifting their arms. 


As in a Sunga architectural sculpture from Kankali-Tila (notes 46, 47) 
the Kusana artist has at this place depicted an amorous scene on the 
opposite side of the relief with the loving Rsyasrnga (plate). But in this 
panel the man is in his physiognomy and hair style quite different from 
Rsyasrnga with his turban and horn. The characterization o of these panels — 
and 26) as «...mundane, scenes of love, palace-life, drinking couple... 
may tentatively be compared with fragments from Gurgaon ffineietag 
the love-play between Sundari and Nanda (notes 42-44). The hero and 
the heroine seem to have been depicted once more in the panel below — 
as in the reliefs of Gurgaon no chronological order seems possible: to 
read the event from the bottom upwards or vice versa (note 42). Although 
these two panels don’t show scenes typical of Saundarananda-illustra- 
tions (note 43), whilst they are referred to in the above-mentioned Jaina- 
volume (note 26) as «...man attending to the coiffure of a woman, 
woman decorating herself...» (perhaps to be recognized in the lower 
panel where the young woman seems to play with her necklace?) the 
entire atmosphere of these two reliefs recalls ASvaghosa ”: 


9. The pair attracted each other mutually, with their eyes engaged 
solely in gazing at each other, with their minds intent solely on each 
other’s conversation and with their body-paint rubbed off by their 
mutual embraces. 


10. They sported and shone together as if challenging each other 
with the glory of their beauty, like a Kimpurusa and a Kinnari reuees 
by a-mountain-torrent-in loving-devotion: 


11. The pair brought ecstasy to each other with the increase of their 
mutual passion and in the intervals of exhaustion they sportively intoxi- 
cated each other by way of mutual refreshment. 


12, Once he covered her with ornaments, not that she should be 
decorated, but simply in order to serve her; for she was so adorned by 
her beauty that she was rather the ornament of her ornaments. 


If the scenes on the front elevation of the torana pillar from Kankali- 
Tila should be really understood as the love-sport of the pair in the 
beginning of Saundarananda, they would have in common with the 
Rsyasrnga-episode of the back elevation (plate) one possible aspect of 
his story: his final return to asceticism (note 49). But unlike the young 
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horned hermit who was transformed to a lover and who, after having 
fulfilled his task as rain-producer by love, could choose to stay in the 
world of love or to return to the solitude of the forest-hermitage, Nanda 
enjoyed in his youth the love of Sundari but was destined to abandon 
her and to follow the way to asceticism. In his closing verses ASvaghosa 
explains the transitory charms of love”: 63: « This poem, dealing thus 
with the subject of salvation, has been written in the Kavya style, not 
to give pleasure, but to further the attainment of tranquillity and with 
the intention of capturing hearers devoted to other things. For, that I 
have handled other subjects in it besides Salvation is in accordance with 
the laws of Kavya poetry to make it palatable, as sweet is put into a 
bitter medicine to make it drinkable ». 


Is it possible to find further connections between narrative lite- 
rature, the iconography of sculptures rendered on architectural monu- 
ments and inscriptions on these buildings? In the early examples of 
Bharhut we notice the two fundamental possibilities in the character 
of epigraphy: the inscriptions record the names, occupations or native 
city of the donors on different parts of the railing (pillar, railing-bar, 
coping); and we have a considerable number of inscriptions which are 
labels, or titles, of the sculptured scenes above which they are placed *, 
It was already noted that in spite of the abundance of historical epi- 
graphs of Mathura a certain group of Kus&na railing-architecture with 
legendary relief-scenes contain no inscriptions (note 30). On the other 
hand we find in the Ananda temple of Pagan inscriptional interpretations 
to stone sculpture with scenes from the legendary life of the Buddha 
in the interior of the building”, and titles of the Jatakas, the earlier 
existences of the Buddha, in epigraphs on glazed tiles on the outer walls 
of the temple”. Can in the Kusana art of Mathura a donor-inscription 
above or below a relief refer to the literary version of the latter or to the 
iconology of the whole pillar with its sculptural decoration on both sides? 


When an attempt was made to connect the icon of a young man on 
a pillar from Caubara with the content of the donor-inscription on the 
other side of this architectural piece (notes 35-37), we may ask ourselves 
whether the female donor of the Kankali-Tila Rsyasrnga-relief (plate) 
who calls herself a lay pupil of the ascetics (note 18) had in her mind 
the ascetic, anti-erotic message of the Rsyasrnga-story? It must perhaps 
remain a matter of speculation, whether she ordered the depiction of 
Rsyasrnga’s transitory erotic phase, or whether the artists used for the 
task « Rsyasriga » the ready-made mithuna-iconography of the Mathura 
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ateliers (notes 34, 47) displaying the seduction of the young hermit as 
a central part of the ethical legend ”. 

A further consideration leads to the question whether Jaina monks 
and laymen viewing Rsyasrnga led by a princess or courtezan from his 
saintly life to erotic pleasures realized the ascetic meaning of the legend 
or enjoyed its sensuous representation, and whether they — as also 
Buddhists ® and Hindus — had always the same idea about the meaning 
‘of the sculpture: diiring the Kusana epoch, during the~period of the’ 
medieval temples, and finally in recent times. 

Throughout all ages Jaina, Buddhist and Hindu religion, philosophy, 
narrative poetry and canonical texts oscillate between praise of and 
warning against women®, Voluptuous females and mithunas of con- 
versing, drinking and loving pairs were after tenets of fertility-sym-_ 
bolism regarded as necessary and auspicious part of a holy building 
(notes 15, 29). At the same time enamoured couples and sexual scenes 
were to demonstrate the futility of worldly lust (notes 32, 38-44, 72). The 
relief of a female introducing a male into carnal pleasure (notes 34-36, 
plate) can on first sight signify a luck-bestowing mithuna, and will have 
been understood in this sense by the majority of voyeurs. Some people 
knowing old tales by mind or after literary versions may have remem- 
bered that the male partner in this mithuna, Rsyagrnga, owed his life 
to the seducement of his ascetic father, was brought up as a hermit, 
and had himself to be provoked to shed his semen in order to procure 
life-giving rain, and was afterwards free to choose between worldly or 
ascetic life. On various chronological levels of interpretation the sexual 
act between the woman and Rsyasrnga may be called a mithuna, or a 
challenge to the male partner to abstain from the state of being part 
of a mithuna. 

From post- -Kusana ‘narrative Jaina literature like the Vasudeva- 
hindi® or the poet Hemacandra ® we know a story of Valkalacirin who, 
apart from being born without a horn on his forehead, has a fate similar 
to that of Rsyasrnga. During the life-time of Hemacandra two images 
of women in love were sculptured on the walls of Khajuraho: in both 
Hindu ® and Jaina® temples they form part of mithunas and belong 
to the iconographic programme of fertility-symbolism, but on a Siva 
temple this god teaches them in his Bhiksatanamirti the right balance 
between eroticism and ascetism ®, 
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In the canonical Sdyagada I, 4, 2, 5-11 Jaina monks are warned 
against women asking them to paint their feet, to fetch food and drinks, 
to prepare cosmetics and to give them a mirror. These labours belong 
to the services which Nanda once offered to his beloved Sundari, as 
described by the poet ” and Kusana sculptors from Mathura (notes 42-44) 
and Gandhara ®. In later literature and art the heroine urging her beloved 
to serve her in these manifold ways was known as the akranta-Nayika 
« commanding the lover who is kept in obedience » ® for example in the 
love-play between Radha and Lord Krsna™. 

Summing up: 3 relief scenes of amorous pairs on a panel from the 
Jaina stiipa at Kankali-Tila (plate) are in literature and sculpture con- 
nected with earlier creations of Hindu, Buddhist and Jaina religion, 
philosophy and mythology. The couples on the Front Elevation can 
symbolize in a quite unsophisticated manner beauty, love, luck, fertility, 
prosperity in the tradition of kama and mithuna. If one can prove that 
they represent Nanda and Sundari they are a challenge to overcome 
kama and to strive for another traditional Indian goal of life: moksa, to 
be attained by tapas, by renouncing on worldly lust. The erotic scene 
in the upper panel of the Back Elevation shows a central episode from 
the story of Rsyagsrnga during which an ascetic is transformed into a 
lover in order to produce fertility for the whole country. According to 
various literary versions, he can afterwards continue to procure welfare 
for the kingdom either by remaining the lover of the princess or by 
returning to his earlier ascetic™ life *. 
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* [The figures of the present paper have been prepared by Mme. ODETTE 
MUKHERJEE, to whom we extend our sincere thanks. — ED.]. 
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